1, THE “RUDIMENTS "OF MUS RSICH: Olay 


2 amples Daatewcion Reid wi te the 
ee Se 


@ Se Pedal, oe Sounmds,sons etouffes , Method of” To nnn o 


a = 


ATION, ) 


2 ER ET 
4. FIFTEEN FAVORITE MELODIES.PROGRESSIVELY ARRANGED & 
eee Ss 


oe aes 
CG W: 


Sami ose oe aes: | 3 


Srncene 


Ent. Sta.Hall , 
LONDON. : ; 
B.WILLIAMS, 19, en ae ROW. 


‘ 


* was 
we 


"Opinions of the Press’ 


am 7 Norwer geen Lunces, Lhree Characteristic L2eces 107 the L1ano, 
ba Be tohlullen, will prove very interesting to the TUUNCFOUS 


holiday tolks who spend ther vacations tnsINo bray, the COMPOSED 


cy 
LAS ie, oughly caught the tone of the petiontl Must 


“GRAPHIC 


: = 3 ry 


‘There tsa quatntness and ort, agpindlily i this must that 
wed! es all of cultivatercdt taste 


“Daityw NEws’ 


ff - bs . dM 
Lxvcell CHT 7? CVETY WAY’. mr) 
“SOUTH WALES WEEKLY NEWS” 
« ic i oaks 7 as oe e 


“Ther originality cerul: Geel TMEVESS TS glee 2S CaP LLP Ue 


saad “ILKLEY FREE PRESS? 


“Showy and melodious. * 
ee CHRONICLE’ 


wre quite a novelty, andl extremely pretty” 
‘es “CIVIL, SERVICE GAZETTE. 


4, 
‘ pe. Is WIWEGULT cheriacter ts caurriect to Petes C2O7e. 


They areol especial value as teaching pieces. 
MORNING POST,” 


This VEPSOCUE CORDOSCP hAVC PVCS US Ch CE FIST rate AMARCES: 
tor the prane. They will repay carehul practice. 


“PERTHSHIRE ADVERTISER”? 


AS PIANO SOLOS, DUETS. 
: AND 


e. VIQLIN & PIANO. 


+, 


‘. 
J 
x G I 
ol 
od Dowt ? ) 1 > ee 
RU DIM eNTS OF MUSIC #9 
. ae 
I. NAMES OF THE NOTES. 
/ MUSICAL sounds are indicated by characters whi e called Motes, and which are named 


after the first seven letters of the alphabet, A, B, C, D, E, KE G. 
The notes are written on five parallel lines dalled a Stave, as also in the four spaces which 
are incladed between those. lines 


Lines. ‘Spaces. 
< » 


At the beginning of each stave there is placed a character called a Clef, which serves to deter — 4 * 
mine the names of the notes, ‘as also their pitch, and, _ generally speaking, the hand with which he 
are to be played on the instrument. eu) 
In the notation of music for the Harp, two clefs are’ made use of: the Treble Clef, Pas ; & 


which i is supposed to stand on the second line of the stave; and, secondly, the Bass Clef written” 
thus = which i is supposed to stand on the fourth line of the stave. The treble ew 
for the notes given to the Right Band, and the DERE clef for those for the left. 

I. NOTES IN THE “TREBLE CLEF. 


When the treble clef is placed at the commencement of the stave, the notes on the stay are re named — 
as follows: — Notes on the lines. Notes in the spaces. 


stave, and placing the heads of the notes on, above, or under them; thus: 
-ibove lines. 4 
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Situations for other notes are obtained by drawing short additional lines above and below e bs 
et = 


On lines. one 
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the stave, 
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I. NOTES IN THE B.iSS CLEF. 4s 
When the bass clef is placed at the commencement of the stave,the notes on the stave arenamed 
as follows: Notes on the lines. Notes in the spaces. 
ier ee ee ihe eae ie 


Clef. 
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The notes formed by means of the additional or ledger lines. as they are sometimes termed, are: ; 
On lines. @ Above lines. r J ay 
sa ame a = Me 
On lines. Under lines. eo em ee eS me 
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To render intelligible to the learner the whole series of Sot ocrespontine to the strings of 

the arp in gradual succession, we shall place before him the folowmngiagram, which includes 

ux compass of six octaves. 


ce 
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The Fupil must observe that all the C& fall on the red strings, and all the FS on the blue 
strings, 2nd that each string corresponds to a particular note. 
Some of the notes in the middle of the Harp, as shewn abeve, may be written in either the 


treble, or bass clef; as for example, all the following notes are met with both ways in modern 
a 


harp music: 


IV?) TIME, OR DURATION OF THE NOTES. 
The relative lengths or values of the notes depend on their form and colour, and have no 
relation whatever to their alphabetical names, or to their positions on the stave. 


In modern music, six principal sorts of notes are met with: they are named as follows: 


. Semibreve. Minim. Crotchet. Q uaver. Semiquaver. Demisemiquaver, 
| 


The semibreve is twice the length of the minim; the minim twice that of the crotchet; the erotchet 
twice that of the quaver, and so on; as will be. best explained in the following table: 


TABLE OF THE RELATIVE VALUES OF THE NOTES. 
A Semibreve Se —— 
tS eQusal try UGlce CO. ee 
Two Minims; 
or also to 
Four Crotchets; 
or to 
Eight Quavers; 
or to 


Si Lteen Semiquacers 


or to 


Turty two Demisemiquaver ee ee er Fatty a= 
——s OE Een = (83) 
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_j lat, written thus 
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” * My DOT AND DOUBLE DOT. 


A small dot, placed directly after a note, makes it one half as long again-as it would otherwise be; 


Ke pt down asone 
note. 


Double dots increase the length of a note by three fourths of its original value; thus. 


And | 
| Is = to to 
ra 
é In one note. In'one note. 


The duration of a note is sometimes supposed to be subdivided into three equal parts, instead of two. 
When this taxes place, the three notes are generally grouped together, and called a triplet. To pre _ 
vent mistaxe, the figure 3 is often placed over such groups. Similarly, the duration of a note may be 
subdivided into six equal parts, instead of four; or sometimes, in modern music, eyen into 5, 7, 9, &e 
parts, instead of 4,6,8, &c. In all such cases, figures are generally placed over the groups to shew the 
nature .of tu2 subdivision. 
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VI. RESTS. 


Instead of the notes, rests, or short temporary cessations of sound, are often introduced. Each 
species of note has its corresponding rest; which, like the notes for which they stand, may be dotted 
and double dotted. Their forms are as follows. 


Semibreve, or Bar Rest. Minim Rest. Crotchet Rest. 


5 uaver Rest. 


Semiquaver Rest. Demisemiquaver Rest. 


Rests of several bars in length are usually expressed by figures indicating the number of bars; 
they may also be indicated as follows 


Two Bars Rest. Four Bars Rest. Hight Bars Rest. Eleven Bars Rest. 


He 
VI. SHARP FLAT, AND NATURAL. 


The notes in their original state, are called natural. But any of the natural notes may have its 
pitch raised or depressed by a small degree called a semitone. For the former purpose, a char_ 
acter called a neat formed thus #, is placed before the note; for the latter, a character called a 


is placed before it. On the Harp the Flats and Sharps are made by means of the 
pedals. 

A character called a natural, marked thus {, is used to restore any note that has been thus el_ 
evated or depressed to its natural state. 

Notes may also be made double sharp, or two semitones higher, er double flat, or two semitones 
lower. The characters used for-this purpose are x for the double sharp, and bp for double flat. 

‘When a sharp or flat:is placed at the commencement of a piece, or of each stave, it affects all the 
notes of that name throughout the piece; but when an accidental mark of this sort merely occurs ip 
the course of a piece, its effect lasts for that bar only in which it is placed. 

/ VI. SPECIES OF TIME. . 

Musical compositios are always divided into small, equal portions of duration, by thin lines drawn quite 
across the stave, which are called bar_lines; and the aggregate value of the notes contained between a_ 
ny adjacent pair of these lines form what is called a bar; and this aggregate is always the same, in 
the same piece, whatever the number of the notes may be, whether many or few. (83) 


4. nM 

‘There are two principal kinds of Time, Common and Triple. Common times contain 2 
or + equal parts ina bar, whether minims, crotchets, or quavers: triple timés contain 3 e_ 
qual parts in a bar. Compound Common Times contain 6 or I2 quavers in a bar. Com _ 
pound Triple Times contain 9 crotchets or 9 quavers in each bar. 


TABLE OF THE DIFFERENT SPECIES OF TIME. 


SIMPLE COMMON TIMES. SIMPLE TRIPLE TIMES. 


To determine the degree of movement or the absolute quickness with which a piece is to be 
performed, certain Italian words are placed at the begining of it. The principal of these, ar_— 
ranged in order from the slowest to the quickest, are __ Adagio, Largo, Larghetto, Andan_ 
tino, Andante, Moderato, Allegretto, Allegro, Vivace, Presto, and Prestissimo. See also the 
Dictionary at the end of this work, for the words usually indicative of the degree of move _ 


ment, expression, &c. or Jousses Pocket Dictionary of 3000 Terms, Price J. published by 
Mess'$ D’ Almaine & Co. | 


IX. GRACES. 

Graces are certain arbitrary embellishments which are added to a principal nete to vary and 
enhance its effect. They are chiefly the shake, marxed Ir or »; the turn, marked w or 2; and 
the appoggiatura, which is indicated by 1. smul sized note, not computed in the time ofthe 
bar, and which is placed directly before the note which it is intended to ornament. 


For the mode of performing these Graces, see the following table. 


TABLE OF GRACES. COMPOUND 


LONG APPOGGIATURAS. APPOGGIAT URAS 


Gn 


Plain Turn. With a Sharp. Inverted Turn. With a Sharp After the Note. 


ets 
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Played thus: 


ae. 


X. DIFFERENT CHARACTERS USED IN MUSIC. 


(Not previously explained.) 


2222 Single bars across the stave divide a piece of music into small quantities, « 


cording to the time marked at the beginning. 


ty Double bars divide a piece into several parts called Strains. When dotted 
on both sides, both parts must be repeated. If only on one side, that part only 


is to be repeated. 
LoS 


A bind over two notes on the same line or space, indicatesthat the first only 
== to be struck, and kept down the full time of the two. 


A repeat, &., means that we are to play over from the place where it is written to the 
double bar, or to the word. Fine. 


Abbreviations. 
: A semibreve with a stroke under it is played as eight quavers; 
Sas een two strokes, as sixteen semiquavers. A minim witha stroke 
through the stem is played as four quavers, with two strokes, as eight semiquavers; and sim- 
ilarly with crochets, quavers, &c. 


Segue or Simile. : Pee etre 
Segue or Simili means that we are to repeat the same passage, 


or group the notes in the same manner. Sometimes it is abbrevi_ 
ated thus = for quavers, or thus = for semiquavers. 


A pause, (7, written over or under a note ora rest, indicates that the note or rest must 
be dwelt upon, beyound its usual duration. Over a double bar, the pause indicates the end. 
of the piece: the word Fine is also used for the same purpose. 

The different degrees of loud and soft are indicated as follows: 9). or pianissimo/(ex. 
tremely soft); . or. piano (soft); mp). mezzo piano, or mv, mezza voce (rather soft); — mf. 
mexza forte’ (rather loud); f- or forte (loud); ff or fortissumo (very loud). 
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—- 3p The Italian words ottava alta, generally abbreviated Ola wu, 

il placed over a passage, signify that the notes are to be pias 
re d an octave higher then they are written. The word loco which follows the foregoing terms, 
signifies that the notes are to be played in their usual place on the Instrument. 


y The words Da Capo (abbreviated D. C.), placed at the end of a strain, indi 
na Cases cate that the performer must play over again from the beginning of the piece, 
and end with the first part, or the word Fine. 

We eS 


‘When the figures 1 and 2 are placed over a passage, it shews that a 
part of the piece is to be played twice over; and that in playing it the 


second time, the performer must omit the bar marked 1, and play the bar marked 2 instead of it. 
This mark ~ under a note indicates that the note must be played with emphasis: - the words 
rinforzando, sforzato, have the same signification. \ or V is used for the same purpose over a single note. 


This mar« ——— - under aseries of notes indicates that the sopndsmust be played gradually louder. 


This mark —--.. indicates that the sounds are to be sradually diminished. 


This mark 


diininished. 


indicates the sounds should first be gradually swelled and then 


a eS 


Curved lines drawn over several notes, indicate that they must be 


played in a smooth and connected manner. *This is called the legato 


stile of playing, and is that which is generally used. 
Dots.-:.., or dashes i111, or 75> plac ed over notes, shew that such notes must be played | 


short Lal enter or as if a rest intervened between each of the notes. This stile of play_ 
ing 1s called the staccato, and is to be used only where it is expressly indicated. 


A curved or waving line, as ( or 2, placed before a chord, indicates that the chord is not 


to be struck plain, but that each of its notes must be played quickly one after the other, pro_ 
ceeding from the lowest note to the highest. This is called playing a chord in arpeggto. 


REMARKS ON THE FOLLOWING LESSONS, 


The figures 1,2,3, indicate that,in playing the notes, we must employ the first, second, 
and third fingers respectively. The mark + is used to indicate the thumb. 


Of the two lines connected together by the Brace J, the upper is for the mien hand, and 
the lower for the left. 


CONCLUSION. 


As a termination to this short introduction, 1 beg to reccommend to such pupils as shall 
haye mastered the subsequent exercises, scales, and airs, arranged and fingerd by Bochsa, the 
following progressive series of studies, recreative pieces, &c. 


These most useful and elegant compositions will spedily make the pupil acquainted with all 
the resources, ingenuities and refinements of modern Harp playing. And if properly inter. — 
mixed with light and attractive pieces by Harpists of the present day, they will, in an in_ 
credibly short time, render any pupil, of moderate assiduity and talent, an accomplished per—. 
former, (83) 
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INSTRUCT! One PECULIAR TO THE HAR 


The Harp is so well known and so highly appreciated, both as a Solo instrument and as 
an accompaniment for the Voice, Flute, Violin, Clarionet, &c that it is not necessary to say 
any thing in this place, as to its peculiar merits. In the graceful elegance of its form, the 
rich and sonorous vibration of its tones, and the rapid execution which it will admit of, it is 
not inferior to any other instrument: whatever. 

The Harp in use at present is called the Double_action Harp; and this instrument, from 
its superior capabilities, has almost altogether superseded the ordinary or Single — Action 
Harp. The following rules and instruc tions, and the Exercises and lessons which follow them, 
are however so contrived that they are equally suited to: either kind of instrument. 

Lhe compass of the Harp is generally six octaves from E to E. It has Seven pedals 
corresponding to the Seven notes in Music, besides the pedal that regulates the Swell. Four 
of these pedals are placed on the right side of the instrument, and three on the left side. The 
first or nearest: pedal on the right of the player is called the E pedal, the second, the F the 
third the G, and the fourth the 4 pedal, On the left side the first or nearest. pedal corres_ 
ponds to B, the second to C, and the third to D. When any one of these pedals is press_ 
ed down by the player, all the strings of the Harp of the same name as the pedal so press_ 
ed down, are equally sharpened atthe same moment. ay 

On the Double Action. Harp the effect of each Pedal is to raise successively the strings 
upon which it, acts two Semuitones. For example the note C being flat, the C pedal will 
first raise it to C4, and then to C#; and in like manner, all the other pedals will affect 
their respective strings. It must be observed that when the pedals are not fixed, all the 
seven notes are flat, the Harp being tuned in Cb, 

This sharpening of the note is produced by the pressure of the fore_part of the foot on 
the pedal. When the note is to be raised from flat to natural, the pedal is conducted to 
the first notch, which the pupil will observe in the aperture of the pedal; and when the 
note is to be raised from natural to sharp, the pedal must be conducted from the first | 
notch, to the second or lower one. 

The Single_ Action Harp, which is comparatively a very imperfect ineeuente is tunedin 
I>, The number of its pedals is the same as that of the pedals on the double-action Harp, 
and they correspond with the same notes, but they have only the power of raising the notes one 
Semitone. Hence some of the most useful Keys cannot be introduced on this species of 
**arp, as ab major, B major &c. 


POSITION OF THE BODY, HANDS, ARMS, FINGERS Gece IN PLAYING: 


The best position of the body in playing is clearly explained in the plate facing, the Ti_ 
tle page, which represents a female figure in the act of playing. 


Harp bd (83) 
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We may in addition observe: 

1st) That the elevation of the Music stool must be so suited to the height of the per_ 
formers figure, as to bring the lower part of the face upon a level with the neck of the 
instrument; while the feet are so stationed on each side of the Beton), as to give then 
an easy and graceful command of the pedals. 


2!y Juvenile Practitioners, whose feet will not reach the ground, without their being 
seated too low to command the strings with ease, may place them lightly on the pedals as 
a resting place; but a more proper convenience for young performers will be that of using a 
smaller instrument. . 


POSITION OF THE RIGHT HAND AND ARM. 


The pupil being seated as represented in the plate, the Teacher will direct his attention to 
the position of the right hand, and place it exactly as represented in the same plate, that is 
witn the 3 middle fingers and the thumb, ee little finger ae too short to be used on the 


Hary,) on the four strings C, D,E,F, thus 


; being at the same time careful 


to. impress on the pupils mind the necessity of vetnee the thumb erect, and the fingers gently 
bent towards the palm of the hand with the knucles upwards, and all the joints rounded. 

When the execution is in the midle of the instrument, the arm must not bear on the Sound. 
ing_board at the wrist joint, but a litle above it. Yet as the right hand ascends towards the high. 
er strings, the bearing will naturalfy be gradually nearer to the wrist, and ultimately beneath it, so 
as to bring the bearing in the hand itself. In rapidly ascending passages, the whole of this bearing 
must lie extremely light, lest the necessary freedom of the fingers should be impeded. 

The Pupil, while attendina to the fingering, will keep in mind that the thumbi: desimated by 
+, the first finger by the figure 1, the second by 2, and the third by 3. 

_ The Pupil cannot be too particular with regard to the proper position of the hands, as th at 
position is somewhat dificult on account of the contraction it requires, especially in the right hand, 

In playing the four notes C, D, KE, F, above given, with the three middle fingers and the thumb, 
the first note struck will be C played with the third finger, by slightly but elastically bending it; 
Care being taken not to withdraw the finger too far, nor to move either the wrist or arm; because’ 


the whole action is to be confined to the motion of the finger joint. 


In striking the next note D = with the second finger, and E (- » the third note, 


with the first finger, the same rule must be observed as was given in CG, 


. = Feahy 
In striking F fy 


with the thumb, which is plecea in a vertical position, it must be but 


very lightly bent, so that the action may be solely that of the thumb joint, and not at all of the 
Wrist or the arm, a matter very difficult to effect. After the note is struck, care must be ta_ 
ken to instantaneously return the thumb to its vertical position. While the thumb is acting, 
end also afterwards, the fingers must be kept half bent, so that the third finger should be 
sor ewhat longer than the second, and the second somewhat longer than the first, while all are 
near the strings. Care must also be taken that the little finger does not assume any un— 
vyraceful stiffness or awkward. contract! | 
Harp T. (83) 
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Exercise I. 


In performing this Exercise, the notes must be played very slowly, and with an equal force 
of tone, and a strong and clear vibration, after which the pupil will repeat the same four 
notes in the same order, gradually increasing the time, and constantly taking care while 
one note is struck, to have the next finger placed on the succeeding string, in order to its 
being ready for immediate action; this latter is a universal Rule, to secure steadiness of 


4 . ve . 
hand and freedoin of execution, as well as to avoid repeated and superfluous motions of the hands. 


POSITION OF THE LEFT HAND. 


The left hand being placed as represented in the Plate, in which the three middle fingers 


— 
andthe thumb are on the four strings <= , while the wrist and the arm are 
Se Taare 
held neither too high or too low, but in an easy and graceful manner, the Pupil may play the 


four notes given above, rigidly observing for each note the rules laid down for the right hand. 


The left hand not having the same support on the sounding board, as the right, the pupil 
will of course find it dificult to prevent the motion of the wrist and the arm, especially in 
striking the F with the thumb. 


Pefore the pupil proceeds to the progressive kixercisesand Lessons; let him place the fingers 
on their respective strings and play over the following Exercise, first with the right hand a_ 


Jone, then with the left alone; and, lastly with both hands together, attending to all the rules above 


given. 
Right Hand 
3 Pe l 


a aa a 
[As ee Pare ies 


eS) =a 
YS a Se a eS a 


Left Hand same fingers but an ‘octave lower in the position of the notes. 


HARMONIC SOUNDS. 


The Parmonics with the right Hand are produced by gently pressing the string exactly 
in the middle, with the first joint of the first finger in a bent position, while the thumb 
sives the note. In order to give the string its full vibration, the finger must be removed 
from the string the moment after the note is heard. In performing the Harmonics with 
the right hand, care must be taken not to bend too much the second, third, and litle fin_ 
gers, but to hold them so that they shall form an easy graceful curve 

When the harmonics are to be played, the notes have this sign over them oo00 

When, the Harmonics are perfor med with the left hand, the effect is produced by press_ 
ing yently the middle of the strings, with the fleshy edge of the palm of the hand, (not with 
v.ith the ball of the thumb) which part of the palm is removed from the string ‘instantly af_ 
ter tne thumb has struck the note. The above position of the left. hand enables it to produce 


two, or even three harmonic sounds at once. 
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ROUSSEAUS DREAL 


as an Exercise on the harmonics, 


Oo 0000 Oi es 
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OROVIOLO OFTOMOLO 


SONS ETOUFFES OR DAMPED SOUNDS. 


The Sons etowf{fes or damped sounds are made by the left hand; for which purpose the 
whole of that hand must be laid flat against the strings in a horizontal position,the fin_ 
gers boing held close together, and their extremities fixed on the strings, The notes will 
then be struck with the thumb, instantaneously after which, the string must be strongly 
pressed with the ball of the thumb, in order to stifle the vibration. The thumb must 
he kept erect and unbent; its power to give the note with force will be: derived from: the 
pressure of the extremities of the fingers on the strings; and then by a little jirk or turn of 
the wrist, the thumb will again’be prepared for striking the succeeding note. 

The Sons etouffes are generally indicated by the following sign @; placed over or u_ 


der the notes. 


tee t+ +H] ie See es =a 


The chords etouffes produced by the left hand produce a striking effect,espetilly in Tar_ 
tial Music. 

In playing them, the band must be so held, that the palm may be near the string, in or- 
der {o facilitate its immediately damping or stiffling the sounds. The fingers must be less bent 
than usual, and the elbow be kept somewhat low. The Chords etouffes are always Arpeg_ 
gived. 


Example. 


The Sons etouffes cannot well be made by the right hand. 


ey ON TUNING THE HARP. 
The natural key of the double action Harp being C Flat, when it is to be played in com_ 
pany with any other instrument, the C flat of that instrument must be the standard note 


to which the Harp 4s tuned. 
(83) 
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calf 


The process will commence “ith giving the proper pitch to the string answering to theo 
C in the third space in the Treble stave. This being effected the C immediately “beneath 
it must be tuned an octave lower. The next note G will be tuned a 5th higher than : the 
lower C; after which, the three notes CGC, being struck together, will prove whether 
they are in perfect concordance or otherwise. The next step Mule, Loaded the fast. G 
the guide for tuning F in the first space, a fifth below that ‘C, to which the C being add_ 
ed, and the whole struck together, it will be proved, whether these three notes are or are 
not, in perfect concordance. . 

This proces of tuning by fifths being persued till the three notes E, B, E, are arrived at, 
as shewn in the following example, and the ten strings from the lewer C to Ein the fourth 
space, consequently all tuned; the remaining strings above that FE’. and beneath that C,willhe 
tuned in octaves, as exhibited below. . 

Yo render this Example more clear, the notes to be taken as guides for tuning-the o_ 
thers, are all given in Minims. 


Proof: Proof. | Proof. Proof. Proof, Proof. 


Notes Tuned 
by octaves. 


TUNING THE SINGLE ACTION HARP. 


In tuning the single action Harp which is in E flat, the process pointed out by the fol 
lowing example will be found = ffictvot, 


Proof. Proof, Proof: Proof. Proof. 


7 ane, SF EE Es ER I 
F_ |, | ee eo) Zz 
(Pa ee 


eo — 
A d| y, 
BA" _g yf 4 _ 
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eae 
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Notes Tuned 
by octaves. 


The manner of putting.on a string, and of determining the proper  thicknessby means of 
a Guage. will be best explained by the Master. 
Harp 7 (83) 


2Q Elementary Exercises on Fingering 
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by Bochsa 
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Same fingers both hands. 


On passing the fingers and thumb. | 
ss 2 Se 
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Ist Change. 274 Change. 3rd Change. 
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Fingering ef double notes Thirds, Sixths, and Octaves. 
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Sequence of 5consecutive notes by gliding one of the fingers from ove string to the next. 
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Exercises on the Gliding of the fingers appliedto Sc le p2ss.ges. 
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FIFTEEN FAVORITE MELODIES. 


Progressively arranged and fingered by Bochsa. 
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The Minims to be well Arpeggiod. 


Andante 


Grazioso. 


E, and @ to give support to. 


Place the first and second fingers of the Left Hand on the 
the whole Hand, and mark well the first note of each bar. 
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Place the first and second fingers on the B, and D. 


BOHEMIAN MELODY. 
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As the Bass moves,do not place the first and second fingers on the Strings as in the above lesson. 
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_ Mark well the dotted Crotchets. 
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BOHEMIAN MELODY. 


The notes very Short and Pointed. 
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virranged by Harn. 
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RULE BRITANNIA. 


Arranged by Horn. 


Chorus. 
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